invisible mask obscures the features of Others, thus erasing their needs and perspectives from public view) If nationalism obscures difference, nevertheless, society's marginalized Others can make use of masks as a performance strategy that calls attention to the masking process. In his examination of the modern novel, Bakhtin observes the frequency with which rogues, clowns, and fools, "life's maskers," use masks to underscore the falsity of social authority. Gary Saul Morson and Caryl Emerson expand on Bakhtin's observations: "Bakhtin means that they expose the conventional masks of life; they are in fact, life's unmaskers" (352; my emphasis). In this essay, I foreground the manner in which a number of contemporary Mexi- can and Chicano artists and performers strategically employ wrestling masks to (ef)face the masks of nationalism. Masks are particularly effective props in contemporary Mexican and Chicano political performance, furthermore, because of a number of deeply rooted mask traditions in Mexican culture. I argue that by masking their identity and alluding to popular mask traditions, Chicano and Mexican performance artists make visible, and interrogate, the national face (s) of power.
One striking example of the political manipulation of masks in the Mexico of the 1990s can be seen in the struggle of the Zapatista Liberation Army (EZLN). I do not mean to reduce the Zapatista revolt to the level of performance art, but rather to underscore the primarily symbolic purpose of the anonymous black ski masks that they wear in public and in front of the press. In the words of Eduardo Galeano, "in Chiapas, the masked [Zapatistas] are unmasking power."' The practicality of the Zapatista masks stems in part from a desire to protect family and community members from military and (state-sponsored) paramilitary violence. As the rebels themselves live in the Lacandonian jungle, they do not necessarily need to hide their identity. The Zapatista's masks are at least as symbolic as practical, however, and the Zedillo government clearly engaged with this symbolism in its effort to expose Subcomandante Marcos's face. James Garcia, in his article "Masked Avenger Still Carries a Gun," specifies the governmental strategy in de-masking Marcos: "The Mexi-
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Studies in 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] , Art. 6 https://newprairiepress.org/sttcl/vol25/iss2/6 DOI: 10.4148/2334-4415.1510 can government . . . said the man known as Marcos is Rafael Sebastian Guillen Vicente, a university professor. Government officials said Guillen was influenced by leftist guerrillas while teaching in Nicaragua, and proclaimed that identifying the guerrilla leader had undercut his credibility" (my emphasis). 3 The PRI government's insistence on revealing Marcos's face bore witness to the extent that the mask as code of honor pervades Mexican culture. The government hoped that by unveiling Marcos's true identity with a photograph, the de-faced rebel leader would lose his power and popular appeal. Zapatista supporters uphold the collective goal of the mask-clad rebels, nevertheless, retorting in demonstrations that "somos todos Marcos" 'we are all Marcos.' Zapatistas continue to wear masks regardless of whether their identity remains unknown. While the Zapatista masks obscure personal identity, the masks at the same time function to assert a collective social, political, and ideological identity. In a sense, then, the use of masks by the Zapatistas can be seen as an element of guerrilla theater within armed struggle. Purportedly, the idea of Superbarrio first occurred to a retired wrestler-turned-social activist/performance artist after hearing an evicted housewife say that only Superman could save her household from evil landlords.' The irony of both her statement and Superbarrio's persona resides in the fact that Superman has never defended the claims of the dispossessed. As Umberto Eco points out in "The Myth of Superman," the traditional comicbook hero defends capitalist ideology, particularly the right to own private property:
He is busy by preference, not against blackmarket drugs, nor, obviously, against corrupt administrators or politicians, but against bank and mail-truck robbers. In other words, the only visible form that evil assumes is an attempt on private property. (123) Superbarrio, on the other hand, struggles against corrupt administrators and politicians. Superman represents a squeaky-clean and strong "American." He is the archetypal handsome, lean, muscular, and mysterious super hero who manifests no sign of aging. Emblazoning "SB" on his chest, the noticeably pudgy Superbarrio emerges from the slums of Mexico City as a counterforce to the myth of a super hero fighting to uphold the (hegemonic) values and correlative goods of middle and upper-class "Man." In opposition to Superman, Superbarrio represents the needs and interests of the impoverished barrio community. His Superbarrio's mask serves a very different purpose than those of conventional super heroes. In comic books, a super hero's mask conceals identity, thus encouraging the reader to symbolically project his or her fantasy into the fiction, and, at the same time, legitimating the reader's lack of social action. "Any accountant," writes Eco, "secretly feeds the hope that one day, from the slough of his actual personality, there can spring forth a Superman that 8 Studies in 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] [s] infrared mask is drawn on the floor of the wrestling mat in order to draw attention to the interaction between the one watching . . . and the wrestler-bride" (Hicks 62) . The catalogue defines the scene of opposing masks as a border strategy for facing the violence of discursive images: "Border culture is a strategy . . . for facing the fear, a will to deconstruct the language of representation, stereotypes, imitation and violence" (62). Observing Mexicans and Latinos from behind infrared masks, the INS immediately defines Latinos (regardless of whether they are present legally or illegally) as Others who threaten the so-called national unity. By returning this look while wearing a wrestling mask, Hicks exposes the U.S. border policy to be an unfair process of cultural re-presentation. We could also read this match in terms of Barthes's narrative of wrestling. The contenders allegorically represent "good" (the wrestler bride) versus "bad" (the Border Patrol). In this case the evil opponent has been reduced to the level of a disarmed sign that has been flattened onto the mat. This collaborative effort between Sanchez, Jottar, Hicks, and the rest of the BAW/TAF employs the conventions and symbolic mythology of Mexican wrestling as a means to face the official and xenophobic front of U.S. nationalism.
Wrestling in Chicano and Mexican performance art, then, represents a theatrical convention as well as an allegorical arena for political struggle. When Superbarrio visited the MexicoUnited States border, the Border Arts Workshop/Taller de Arte Fronterizo constructed a mock wrestling ring with barbed wire. Representing "border heroes" (Supermojado, Superviviente, Chicanosaurio, Saint Frida, and El 7 Mascaras Fronterizo), BAW/ TAF performers interacted with Superbarrio until he "cut the border fence" with pliers (Gomez -Pena 28). This performance juxtaposes political "rivals" from Anglo, Mexican, and Chicano cultures. Through the use of parody, these performance artists represent the icons of popular culture, turn the public sphere into a political arena, and interrogate the surface-image of the border.
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Rather than a line that separates and defines two sovereign nations, the BAW/TAF reveals the border to be a two-sided nationalist discourse that masks the cultural and ideological differences, and contiguities, between and within the United States and Mexico.
Before concluding, I borrow an image from Chilean author Alejandro Jodorowsky's pantomime routine, "El fabricante de mascaras" 'The Mask Maker,' which he wrote for Marcel Marceau. Jodorowsky's pantomime performs Octavio Paz's famous metaphor avant la lettre and at the same time underscores the contrast between the superficial smile-face and a body in pain: "His face is a mask and so is his smile" (29). I would like to suggest this image of contradiction as both an allegory for the state of presentday politics and a strategy for performative critique. Hugo Hiriart defines Mexican political discourse, that "laborious monument to the art of eluding and zig zagging," as Mexico's "most grotesque mask" (93). While politicos project masked images of national unity, the experiences of those stuck behind the mask, workers, minorities, and subordinated Others, bear much in common with Jodorowsky's desperate, choking, and begging fabricante. 8 Though Jodorowsky's mime uses a facial gesture to represent a mask, the performance artists I discuss in this essay employ actual wrestling masks to call attention to the fictional discursive 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] , Art. 6 https://newprairiepress.org/sttcl/vol25/iss2/6 DOI: 10.4148/2334-4415.1510 would read the mask as a sign "endowed with absolute clarity" (17), a semiotic prop that contributes toward the representation of popular stereotypes. A Derridean interpretation of this same sign, however, suggests that within each sign lies a series of masks. The mask does not mean any one "thing," but rather calls attention to the fact that multiple layers of conflictual political and contextual discourses lie beneath the surface. If the mask is a sign, it will leave trace impressions of other images with which it perpetually "wrestles" intertextually. Stuart Hall uses the metaphor of a mask to describe the discursive practice of nationalism (under capitalism): "The first general ideological effect . . . is to mask, conceal or repress these antagonistic foundations of the system" (337). In the construction of a nation, Hall explains, classes (and we might add ethnicities and people of different genders and sexual preferences) are fragmented into groups of individuals and then subsequently re-presented in imaginary unifying discourses that mask economic contradictions and conflict, thus producing hegemonic consent in the name of the "community" and the "nation" (336-37). Through the complex "language" of lucha libre, Chicano and Mexican performance artists (ef)face the popular images of nationalism on both sides of the border. From Batman to the Border Control, they confront hyperidealized mythologies of national unity as rivals. In the tradition of Bakhtin's rouges, clowns, and fools, these masked avengers/wrestlers/performance artists attempt to unmask the nationalist discourses projected by social and national authority. Hall points out that Gramsci's concept of hegemony includes the containment of opposing views: " 'Hegemony' achieves the establishment of a certain equilibrium in the class struggle so that, whatever are the concessions the ruling 'bloc' is required to make to win consent and legitimacy, its fundamental basis will not be overturned" (334) .
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